This work examines the politicized use of street theatre by an adivasi (indigenous) community in the city of Ahmedabad, India. We consider Chharas' deployment of theatre as a socio-spatial tactic in two interlocking registers: firstly, as a means through which to enact a re-scripting of criminalized subjectivity in the post-colonial moment; secondly and equally, to advance the practice and potential for democratic politics-a space for constructive encounter and dialogue across difference. We argue that performance furthers the staging of affirmative subjectivities, while providing a mechanism to challenge who has the right to be seen and heard within a public sphere. This article draws on ongoing collaborative research in Gujarat.
INTRODUCTION

Ham ye natak karte hain
We In February 1998, Budhan Sabar, a young adivasi 1 (indigenous) man was arrested and murdered while in police custody in West Bengal, India. The episode of extreme state violence sparked the formation of the Denotified Rights Action Group (DNT-RAG)-a national movement orchestrated to assert the collective rights of the country's adivasis. The continuing actions of the DNT-RAG have been narrated elsewhere (Johnston 2012) . Here, we examine an ancillary site and mode of organizing spurred by the death of Budhan Sabar.
Following the founding of the DNT-RAG and its efforts to forge a national coalition, acclaimed Indian activists Mahasweta Devi and Ganesh Devy met with a community of
Chharas in the city of Ahmedabad, Gujarat. They inquired if Chharas were interested in preparing a street theatre play to inaugurate the first national conference organized to discuss action to be taken on issues relating to India's former Criminal Tribes-the itinerant populations subject to the Criminal Tribes Act of 1871 (CTA), who in the post-independence period were reclassified as vimukta jan-jatis, or the Denotified Tribes of India (DNT).
Chharas accepted the invitation. The encounter prompted their writing and performance of Budhan, a documentary play that retold the events surrounding Budhan Sabar's custodial murder; it premiered in August 1998 for adivasi delegates from across India who had gathered in Chharas' former labour camp in Ahmedabad.
Chharas' participation in the meeting was quickly followed by a second performance at Ahmedabad's Darpana Academy of Performing Arts, the city's premiere cultural centre instituted by the Sarabhai family dynasty. "Mallika Sarabhai 2 invited us to perform in her theatre", narrates Dakxin, "And she invited some judiciary people and legal administrators to watch this performance. We performed the play and after we had very good discussion with the judiciary people. What follows is divided into three acts that stage some of the effects of Chharas' politicized deployment of street theatre as a socio-spatial tactic (Nagar 2002 ) through which to navigate an entangled personal, governmental and public politics. Through these three acts, we glean the political potentials opened up by performance and performativity; we look to the work that these potentials do in furthering a material politics through overlapping sites and scales. Street theatre is examined as an everyday form of embodied practice enacting what Sallie Marston and Sarah de Leeuw (2013: xii) describe as "doings that perform work in the world." This follows Donna Houston and Laura Pulido's (2002: 401) interest in the role that performance can play as a form of "socially transformative, imaginative, and collective political engagement" which has the potential for social critique and collective politics. Act I argues that Chharas' turn to performance has prompted a re-working of a problematic postcolonial subjectivity, with theatre serving as a means through which to work constructively with caste discrimination and social exclusion stemming from their status as a former Criminal Tribe. In this arena, Chharas' creative practice enacts what Judith Butler (1997) describes as "re-signification", setting the stage for community members to disrupt a traumatic disassociation to refashion selfhood in Chharanagar. Working in the wake of collective amnesia, intense stigma and spatial segregation in the city, we argue that theatre is enabling a discursive re-scripting that has had pronounced material effects.
Situated within a long history of Marxist theatre in India (see Bharucha 1984; Costa 2010) , Act II shifts to consider how Chharas mobilize street theatre beyond Chharanagar to facilitate constructive dialogue with state actors and to forge solidarity with other jan-jati communities. Here, theatre is understood as a mechanism generating a critical public sphere, a space for productive encounter by transforming the street into what Jacque Rancière (2004: 12) describes as a space for the "distribution of the sensible", which is to say, a space for democratic encounter wherein audiences can move in-between and beyond their existing social positions. This takes up a broader geographical interest in the possibilities that theatrical space holds for getting people thinking and feeling the issues directly and differently (see Houston and Pulido 2002; Johnston and Pratt 2010; Johnston and Pratt forthcoming; Nagar 2000; Pratt and Johnston 2007) . Utilizing street theatre to stimulate civic conversations and circulate their capacity for politics, we suggest that it is the liminal and embodied quality of performance that holds potential for substantive dialogue across difference and for the practice of politics within the contingency of social relations. Act III ends by thinking through how Chharas' organizing has furthered solidarity politics enacted through local, national and international networks.
This article derives from our shared but differentiated expertise, and this collaborative writing is an important performance in its own right-one into which we enter differently. It draws on Caleb's ongoing ethnographic work with Chharas in Ahmedabad; it is equally steered by Dakxin's expertise as a Chhara playwright and activist who lives in Chharanagar.
He is the co-founder and current artistic director of Budhan Theatre. Our research relationship began in 2009 and has involved continuing efforts to explore meaningful collaboration. In 2009-10, we spent several months conducting a photographic and participatory video production program in which Chhara youth scripted, filmed, edited and screened a short documentary film animating local struggles. In 2013, we engaged youth in documenting the displacement of an adivasi community in the city and have begun translating research materials into a new street theatre play. These engagements are situated within local efforts to get youth working creatively and politically with issues relating to DNT groups. The authors' endeavor to articulate substantive collaboration remains an ongoing practice. 3 We begin in Chharanagar.
ACT I POLICING AND REFASHIONING SELFHOOD
The bitter truth about our present is our subjection… our inability to be subjects in our own right. -Partha Chatterjee (1997:20) Figure 1 Housing in Free Colony Photos by Caleb Johnston
You are looking into several homes in Chharanagar. They are among the forty-odd tenements built by the British to house Chhara families released from the Naroda Settlement sometime in the early 1940s (figure 1). These remain lived spaces, some having been resurfaced with painted plaster, their roofs vaulted with sheets of corrugated tin. A community of former itinerant adivasis, Chharas were forcibly settled in 1932 in Ahmedabad's Naroda Settlement, an industrial labour camp administrated by the Salvation Army on the northeastern fringe of the city. They were settled under the CTA, a legal apparatus that granted the colonial state arbitrary powers to map, measure and detain populations suspected of criminal or subversive activities in British India. As one of 191 populations produced under the CTA, Chharas were rendered subject to a legislative apparatus brought to bear on those adivasi groups widely considered threatening to the stability of empire. These were largely itinerant communities whose economies in northwestern India (and elsewhere) were devastated by revenue and land use laws enacted throughout the 19 th century as the British moved out from their coastal command and control centers to colonize metropolitan hinterlands. Asserting greater sovereignty over territory for resource exploitation and taxation, policy regimes stripped, or, at the very least, highly restricted itinerant's use and access to customary lands (see Devy 2006; Radhakrishna 2001) . Many DNTs resisted colonial expansion, and the CTA represented a security and developmental apparatus enacted to police, regulate and improve those populations alleged to possess a hereditary and socially reproducing propensity for crime. Premised on the rationale that specific itinerant populations possessed a genetic and socially determined predisposition for criminality, the CTA provided the authority to notify and register without the burden of physical evidence brought before a court of law. As an executive document of structural violence, once rendered, 'normal' rights and due process were suspended: the law allowed for the suspension of law. Predicated on a racist and capricious system of colonial classification, the CTA implemented varied forms of spatial control wherein notified Criminal Tribes-as a governed subject category-were compelled to notify authorities if changing residences, present themselves to the police at regular intervals, and adhere to a pass system. It allowed for the separation of children and parents, and corrective training and corporeal punishment, whose application was the sole discretion It was to Ahmedabad's Naroda Settlement that Dakxin's grandparents were transferred and where they remained until the repel of the CTA in 1952. Scattered throughout colonial territories, these labour camps were decommissioned five years after formal independence, at which point, Chharas were 'denotified' by Jawaharlal Nehru and reclassified as vimukta jan-jatis (liberated tribes) or the subject category widely known as the Denotified Tribes of India (DNT). 4 Following the closure of their camp, Chharas settled across the road, establishing a community built around the tenements of Free Colony, territory situated on a former cremation ground running parallel to passing railway tracks.
Chharas' high visibility as a DNT population has rendered the community vulnerable to extreme forms of social and caste discrimination, as well as particular forms of localized state violence: false arrests, extortion and custodial violence. Chharas remain a heavily stigmatized and segregated community within the surrounding socio-economic landscape of the city.
The enduring effects of Chharas' subjection cannot be solely gleaned as material domination; they must also be contextualized within the disciplinary production of a complex post-colonial subjectivity. Theatre has emerged as one critical means through which Chharas' attempt to work productively with the discursive injury caused by the CTA and to generate affirmative political subjectivities. "How", asks Judith Butler (1997:104) , in theorizing the psychic life of power, "are we animated and mobilized by that discursive site and its injury, such that our very attachment to it becomes the condition of our resignification of it? Called by an injurious name, I come into social being, and because I have a certain inevitable attachment to my existence… I am led to embrace the terms that injure me because they constitute me socially." Butler's insight is instructive in understanding both the disciplinary production of the Criminal Tribe, as well as Chharas' attachment to subjection as the basis for political mobilization. " [W] hat is at stake", she continues, "is whether that temporary totalization performed by the name is politically enabling or paralyzing, whether the foreclosure, indeed the violence, of the totalizing reduction of identity performed by that particular hailing is politically strategic or regressive" (96). Critical to Butler's theorizing is the realization that such naming has both repressive and politically enabling potential. Focusing on the later, we do so without mitigating the former; indeed, we are mindful of the intimate ways that "writing/performing/saying/theorizing violence", as one reviewer astutely noted, "is so often bound to the possibility of reproducing the violence we seek to undo."
The process of reclaiming the subjectivity of the Criminal Tribe in strategic ways is a recent development in Chharanagar; it is only since 1998 that Chharas have begun a politically informed remembering. "The great problem", argues Dakxin, "is [that] our forefathers never want to discuss their history, about their lives… And second, there is no explanation or there is no description in any kind of history books about this kind of stigma.
Till 1998 Caleb: What effect has Budhan Theatre had for its members?
Dakxin: See, first, all of the actors and members of Budhan Theatre, they got educated about the DNT issues in the larger context, not only in Chharanagar. Before 1998, nobody knew about the DNT history… DNT identity… In India, where [the] caste system is very strong, you need to know who you are, which community you belong to. This is wrong but (in terms of politics), you need to know. Budhan Theatre gives this kind of education, the historical context of all the DNTs. And the kind of problems we are facing, and the reason why we are facing these problems. Now, all the actors, members of Budhan Theatre, they understand that, okay, this is the problem. Why I'm hated by my teachers. Why my friends [from school] will not come to my home. Now they know that. Now they can start to change the situation… through theatre, through dialogue.
The awareness about their own identity is the central activity of Budhan Theatre. And… all the Budhan Theatre actors, they are regarded as really good people of the community in the eyes of mainstream society. They get huge respect, huge respect in the field of the arts. Wherever they go, across the country, when they speak about Budhan Theatre, they always get respect. This respect makes them confident, for themselves… When they speak, when Budhan Theatre members speak, they always speak with great confidence… Our problem is identity. This is the central point of the Budhan Theatre activity. Members of Budhan Theatre are absolutely clear about their identity issues. And they also know how to counter the issue through dialogue, through the arts. They know this.
Chharas' use of theatre is situated within an entangled subaltern identity politics. On the one hand, we gesture to the critical importance of organizing along the fault lines of caste identities in contemporary India. An important aspect of Chharas' theatrical practice has been to (re)construct and circulate a DNT identity to further claims within a formal political field of governance. This operates in relation to the fact that in the post-independence period, DNTs have never been governed as a uniform population category. They were, for instance, excluded in the writing of the Indian constitution, from Articles 342 and 366, which, at the time of independence, defined the country's Scheduled Tribes and enshrined the state's constitutional obligation to provide for the socio-economic improvement and political inclusion of state-recognized adivasi populations. This is part of a developmental and rightsprotecting apparatus (however limited in its application) meant to make special provision for caste and tribal populations in terms of education, livelihood, representation, and protection from violence, along with varied social welfare schemes. This is not the place to detail the genealogy of state lacuna, its refusal to include DNTs within the subject categories of biopolitical power (see Johnston 2012) . Suffice to say that no measures have been enacted to redress injustices particular to DNTs, namely, to redress the contemporary afterlives of colonial subjugation and legacies of caste discrimination, violence and socio-economic vulnerability. In one register, focused on re-occupying a subject category and recasting a subaltern subjectivity, theatre serves to circulate an identity formation in the hope of realizing state recognition, which could represent access to resources and lawful protections, political influence and moral legitimacy. 8 Acutely aware of what Gayatri Spivak (Bhasha 2010: 10) describes in her work with DNT groups in West Bengal as the "calculus of politics", Chharas' mobilize theatre to enunciate a political identity in a bid to force state actors to remember and recognize. The Indian state remains the greatest violator of DNT rights and territories, while retaining the sovereign power to enact national rights and enforce them under the rule of law. It maintains the authority to determine whose rights are and are not to be protected.
But more than forcing state recognition, integral to the process of appropriating and recasting DNT subjectivity has been using performance to construct a localized affirmative identity politics within Chharanagar. This work has had effects, especially among the youth involved in the activities of Budhan Theatre; for whom theatre has been pivotal in historicizing the discrimination that Chharas face in their day-to-day lives and to learn how to speak back against intense stigmatization. This performance-based organizing has contributed to youth gaining important skills, visibility and life opportunities. "We are helping people", argues Roxy Gadgekar, "to become leaders… We are trying to give leaders to the community from within the community." children from around the world from disadvantaged backgrounds involved in the arts. Chharas' deployment of street theatre, however, extends well beyond the discursive body as a site of resistance politics; it is equally utilized as a means through which to further the practice of democratic politics. To the street we now turn. It is time for a performance.
ACT II SPACES OF ENCOUNTER
A dhol drum rang out in the open air; its rhythmic beating began the performance, demanding the attention of the assembled crowd. "We present to you the story of one [DNT] community", the narrator continued, taking center stage in a direct address to spectators, "This is the story of Budhan Sabar, a young man belonging to the Sabar community who was killed in a police atrocity." "What", Shyamali, the character playing Budhan's widow, explained, "you are about to witness is not an end but a beginning." Chorus: prompted an extended post-performance debate. We argue that these encounters were possible because spectators were participating in a theatrical event. Chharas, after all, were only acting in a staged 'fiction'.
Many have commented on the liminal and embodied quality of theatre that renders it an especially effective and 'safe' space in which to narrate difficult experiences and to facilitate productive encounters (Houston and Pulido 2002; Johnston and Pratt 2010; forthcoming; Kondo 2000; Nagar 2000; 2002; Pratt and Kirby 2003) . Premised on lived experiences, because it is staged, theatre provides Chharas a means for bringing others into an intimate and (sometimes) uncomfortable emotional and physical proximity to the issues.
In doing so, they hope to push audiences to examine their own complacencies, to forge more complex identifications with the struggles of DNTs, and ultimately, to get people thinking, feeling and (in some small way) taking action within their own lives. "Street theatre is a powerful [means of] communication", argues Dakxin, "it is very effective… Street theatre speaks directly to the audience. When we speak through performance, it becomes very deep."
The potential of such affective encounters depend upon Chharas embodying and bringing audiences close to emotional intensities. "We face the public with eye-to-eye contact", observes Kalpana Gadgekar, "and deliver dialogue directly to them. This closeness affects… We are not suggesting that street theatre deflects the effects of structural violence. In such conditions, however, spaces for egalitarian debate are urgent, and we suggest that theatre excavates spaces for democratic politics. In this, we draw on Jacque Rancière's (2004) interest in theatre as a space of concrete politics, a space not for consensus but divergence, Mobilizing to resist the enclosure of democratic politics in Ahmedabad (and beyond),
Chharas look to reclaim spaces and speaking positions from which to be seen and heard.
Circulating their capacity for politics, it is through performative interventions that Budhan Theatre seeks to speak on an equal footing with others to redress a range of issues: the lasting effects of colonial subjugation, intense stigmatization, spatial segregation, and socio-political exclusion from existing governmental structures. Theirs is the "transgressive appearance of unauthorized speakers", following Rancière (2004: 19) , wherein the stage becomes a means through which to circulate "what is seen and what can be said about it, around who has the ability to see and the talent to speak" (13). "Politics exists", argues Geraldine Pratt (2012: 207) , "when people who do not count or have a fixed place within the social order demand to be included in the public sphere, to be seen and heard on an equal footing. Politics is not the business-as-usual of contestation between already existing interest groups; it is a fundamental disruption of an existing 'distribution of the sensible'". took an oath that whenever they come into contact with Chharas, or other DNT communities, they will not repeat these crimes. I don't know if they'll keep their oath, but it is a beginning."
The engagement may have yet to transform Chharas' relationship with local authorities, but as one performance among a multitude, it draws attention to the possibility for the practice of democratic politics in which (sometimes difficult) conversations are possible. Performance-at the very least-has served Chharas a means through which to occupy spaces and audiences that would otherwise be inaccessible. It has served to further a "democratic public sphere", which for Geraldine Pratt (2012: 208) represents a "space for encounter in which the logics of politics and police come into contest" (see also Swyngedouw 2011) . Further, as we have argued, it is the quality of theatrical space that enables the doing of politics within and through the contingencies of social relations (see Costa 2010; Pratt and Johnston 2007; Nagar 2000) . Chharas' turn to theatre, however, has also pushed them onto other stages in the pursuit of democratic politics and to perform within a broader landscape of adivasi struggles.
ACT III BUILDING SITUATED SOLIDARITIES
Chharas' organizing has enabled a number of productive solidarities. In the first instance, That's it. Your visit will be a success for Chharanagar.' And they committed." Imploring IIM students to recognize the histories and struggles of DNTs, these collaborations are meaningful; they circulate subaltern histories and facilitate potentially affective encounters for predominantly 'upper' caste/class students who are poised to take up positions within the machinery of the Indian state or those to be located in the higher echelons of corporate India. aatma sanmaan (self-respect) before the stage is opened up for public debate on the issues staged in the play. In this writing, we have worked to convey some of the effects stemming from Chharas' turn to performance. In the first instance, we have argued that street theatre represents a means through which Chharas are working productively with a discursive injury and resulting post-colonial selfhood-engaging with an entangled subjectivity and public discourse that continues to reproduce and circulate their alleged criminality. Engaging the contemporary afterlives of colonial subjugation, performance has served as a mechanism to excavate and perform difficult histories in order to (re)construct affirmative identities.
Histories that 15 years ago remained largely untold and tabooed have begun to be reclaimed and redeployed in performative ways. Working with the violence caused by the judicial, governmental and discursive apparatus of the CTA-instituting their identity as a Criminal
Tribe-Chharas muster street theatre to further what Judith Butler (1997: 104) describes as a "reoccupation and resignification", a re-scripting of the subjectivity and subject category of the formerly criminalized itinerant adivasi. They do so build their capacity to speak and to envision how the political identities of DNTs might reconfigure structures of governance.
Chharas' theatrical turn equally concerns itself with expanding the practice and potential for democratic politics. Engaging civil servants and police officers, students and policy makers, and activists and other jan-jati communities, theatre is deployed in a bid to reclaim public spaces and speaking positions in and from which to challenge and disrupt who has the right to be seen and heard in a pubic sphere. We have argued that theatre is well suited to the task because it can bring others into an intimate physical and emotional proximity to the issues and open up spaces wherein it is possible to have dialogue across substantial caste and class difference. Performance has served to circulate Chharas' capacity for politics and to gain access to institutional spaces and audiences that would otherwise largely remain inaccessible. We have sought, in the words of one reviewer, to detail how Budhan Theatre is working within the "crevices of power" without "losing sight of the shadow of colonial violence." Lastly, theatre has set the stage for forging a number of situated solidarities. We do not consider Chharas' organizing in isolation but rather as interconnected to other sites and individuals both near and far.
"We did not start [our] theatre with the focus", ends Dakxin, "that it will become a bridge… but it has happened. Why theatre? Because when we are performing, no one can stop us. They have to watch. And [the] police, judiciary, legal or mainstream people, when they watch, after one hour, some of them will feel it. It is an emotional bridge between worlds." It is through performance that Chharas hope to push audiences to reflect, to feel and to take action; they dare to believe that what can be imagined and rehearsed in theatre can enter directly into the (re)making of the world.
between transient activities and criminality-policies wherein definitions of vagrancy and begging are remarkably broad and include activities that remain critical in the economies of many DNT populations (see Radhakrishna 2001) .
5 Kalpana and Roxy Gadgekar are founding members of the Budhan Theatre and prominent community organizers. 6 We are not suggesting that Chharas are determined by their history. " [D] iscourses are polyvalent", reminds Geraldine Pratt (2009:729) , "they structure identities without determining them." Chharas were never solely constituted by their identification and classification as a Criminal Tribe; they were always subject to multiple discourses and very much situated within the "disjuncture between various subject positions that agency can be located" (730), which is to say, they have always acted within and across overlapping subjectivities, categories, and subject positions. retreat, however, draws critical attention to a particular gendered politics in the community.
'Child' marriage remains common in Chharanagar, after which, young women are typically pressured and expected to abandon their work with Budhan Theatre in order to take up domestic responsibilities. It is an issue that community organizers continue to strategize around.
10 Bhantu refers to a broad ethnic aggregate to which Chharas claim membership; it is also a language or dialect shared by formerly and continuing itinerant adivasi populations throughout northwestern India-populations connected through kinship networks, language, economies, histories and customs.
